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Boston University College of Fine Arts 
School of Music 
presents 
Boston University Symphony Orchestra 
David Hoose, conductor 
Tuesday 
October 26, 2010 
8:00pm 
Tsai Performance Center 
Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers de-
grees in performance, composition and theory, musicology, music education, collaborative 
piano, historical performance, as well as a certificate program in its Opera Institute, and 
artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with 32,557 students participating in undergraduate, graduate, and profes-
sional programs. BU consists of 17 colleges and schools along with a number of multi-
disciplinary centers and institutes which are central to the school's research and teaching 
mission. The Boston University College of Fine Arts was created in 1954 to bring together 
the School of Music, the School of Theatre, and the School of Visual Arts . . The University's 
vision was to create a community of artists in a conservatory-style school offering profes-
sional training in the arts to both undergraduate and graduate students, complemented by 
a liberal arts curriculum for undergraduate students. Since those early days, education at 
the College of Fine Arts has begun on the BU campus and extended into the city of Boston, 
a rich center of cultural, artistic and intellectual activity. 
Boston University College of Fine Arts 
School of Music 
B. n University Symphony Orchestra October 26, 2010 
Tsai Performance Center L~ d Hoose, conductor 
The 28th concert in the 2010-11 season 
Jean Sibelius 
(1865-1957) 
Igor Stravinsky 
(1882-1971) 
Symphony No. 7 in C, op. 105 
(in one movement) 
Adagio 
Un pochettino meno adagio-Vivacissimo-Adagio 
Allegro molto moderato 
Vivace-Pres to-Adagio 
-Intermission-
Fetrouchka, Burlesque in four scenes (1947 version) 
First Part 
The Shrove-tide Fair 
Danse Russe 
Second Part 
Petrouchka 
Third Part 
The Blackamoor 
Valse 
Fourth Part 
The Shrove-tide fair and the Death of Petrouchka 
Wet-nurses' Dance 
Peasant and a Bear 
Gypsies and a Rake Vendor 
Dance of the Coachmen 
Masqueradesrs 
The Scuffle: Clackamoor and Petrouchka 
Death of Petrouchka 
Police and Juggler 
Apparition of Petrouchka's Double 
David Hoose, conductor 
David Hoose is a professor of music in the School of Music at Boston 
University, where he is Director of Orchestral Activities. He has been Music 
Director of the Cantata Singers and Ensemble since 1984, and has been Mm:· 
Director of Collage New Music since 1991. For eleven years, Professor Hoo. 
was also Music Director of the Tallahassee Symphony Orchestra. 
Professor Hoose is the 2008 recipient of Choral Arts New England's Alfred 
Nash Patterson Lifetime Achievement Award. He is also the recipient of the 
2005 Alice M. Ditson Conductors Award, given in recognition of exceptional 
commitment to the performance of American music, and whose past. recipients 
include Leonard Bernstein, Andre Previn, Eugene Ormandy and Leopold 
Stokowski. During his tenure with the Tallahassee Symphony Orchestra, the 
city of Tallahassee declared a week to be named after him in recognition of his 
contributions to the cultural life of the region. As a horn player and founding 
member of the Emmanuel Wind Quintet, he was a recipient of the Walter W. 
Naumburg Award for Chamber Music, and he was the recipient of the Dmitri 
Mitropolous Award for his work at the Tanglewood Music Center. 
Under Professor Hoose's leadership, Collage and Cantata Singers have given 
hundreds of premieres and have been active commissioners of dozens of 
new works, including music by John Harbison, Peter Child, James Primosch, 
Andrew Imbrie, Earl Kim, Stephen Hartke, Donald Sur, T.J. Anderson, Lior 
Navok, and Andy Vores. His recordings with these two organizations include 
music of Charles Fussell, Seymour Shifrin, Irving Fine, Ezra Sims, Child, 
Sur, Harbison and others; his recording with Collage of Harbison's Mottetti 
di Montale, for New World Records, was a 2005 Grammy Nominee for Best 
Performance by a Small Ensemble. His other recordings appear on the Koch, 
Nonesuch, Delos, CRI and GunMar labels. · 
He has conducted the Chicago Philharmonic, Singapore Symphony Orchestra, 
Saint Louis Symphony, Utah Symphony, Korean Broadcasting Symphony 
(KBS), Orchestra Regionale Toscana (Florence), Quad Cities Symphony 
Orchestra, Ann Arbor Symphony, Opera Festival of New Jersey, and at the 
Warebrook, New Hampshire, Monadnock and Tanglewood music festivals. 
In Boston, he has appeared as guest conductor with the Boston Symphony 
Chamber Players, Handel & Haydn Society, Back Bay Chorale, Chorus Pro 
Musica, and numerous times with both Pro Arte Chamber Orchestra and 
Emmanuel Music. He has also conducted Auros, ALEA III, Dinosaur Annex, 
Fromm Chamber Players, and the Brandeis Contemporary Players, the last of 
which he also served as founder. 
Professor Hoose has several times been guest conductor at the New England 
Conservatory, and has conducted the orchestras of the Shepherd School at 
Rice University, University of Southern California, and the Eastman School. 
For the past three summers, he has been a faculty member at the Rose City 
International Conducting Workshop, in Portland, Oregon. Conductors 
whom he has mentored at Boston University now serve in a wide variety of 
d.'· · guished conducting positions, from music directorships of college and 
y~ orchestras, assistant and associate conductors of major U. S. orchestras, 
to music directorships of professional orchestras and opera companies. 
Program Notes 
Symphony No. 7 inC major, op. 105 
Jean (Johan Julius Christian) Sibelius was born at Tavastehusmeenlinna), Finland, 
on December 8, 1865, and died at Jiirvenpiiii, at his country home near Helsingfors 
(Helsinki), on September 20, 1957. He completed the Seventh Symphony in 1924 and 
performed it in Stockholm that March. The score calls for pairs of flutes (both doubling 
on piccolo), oboes, clarinets,and bassoons, four horns, three trumpets, three trombones, 
timpani, and strings. Duration is about 21 minutes. 
This, Sibelius's last symphony (though for three decades he was rumored 
to have completed an Eighth, which never materialized) is among his most 
advanced, a work of "austere beauty and rare atmosphere" (in.the words of 
the English writer Donald Francis Tovey, who found it thrilling, and entirely 
appropriate, when, for a New Year's Eve review of 1933, the BBC broadcast 
a recording of parts of the slow music from this symphony to accompany a 
narration of a feat recently accomplished, the first airplane flight over Mount 
Everest. Normally Tovey despised this sort of thing, using a piece of abstract 
music as a background for something else, but in this case, he fmmd the spirit 
of• e music and the sense of wonder at the human achievement to be entirely 
C{ atible. 
There is no question here of sta!ldard patterns and forms from the symphony 
of the nineteenth century. Sibelius had shown clearly in his First Symphony 
that he knew as well as anyone how to do that kind of thing. But in the quarter 
century that followed, he had essentially recreated the symphonic form in his 
own way, and with the Seventh he has produced a large work which -though 
it has subsections in various tempos-is an entirely original one-movement 
form that takes its shape from the constant development and unification of the 
ideas that fill it. So original is the shape of the work that Sibelius at first did not 
even call it a symphony. At the Stockholm premiere, it was billed as a Fantasia 
Sinfonica; but thereafter he admitted it to the canon of his symphonies as No. 
7, where it remained the last to be completed. (He did compose his tone-poem 
Tapiola after the symphony, but then no further large-scale works came from his 
pen in the thirty years of life that remained to him.) 
The Seventh begins in darkness with a lengthy passage in a slow tempo, 
beginning in darkness in thestrings, growing gradually lighter, hinting at 
themes to come. Near its climax what must be heard as the main theme thrown 
out by trombones. This appears three times during the symphony, always 
boldly and always in the home key (which is itself a very unusual procedur 
for a symphony). Sibelius creates his characteristic "Nordic" sonorities wit!. 
essentially the same orchestra that Brahms was using forty years earlier. 
For the rest, the themes are constantly growing, developing, changing through 
a wide range of characters, usually moving from subtle hints to wild or 
dramatic outbursts before moving on to another realm. The handling of the 
tempo is extraordinarily subtle (slow music becomes fast music, and vice 
versa, almost before we recognize the fact). The harmonies are uniquely of 
a piece, often modal, implying great antiquity, yet sounding fresh and new. 
Sibelius clearly did not intend this to be his final word on symphonic form 
and structure (since he so often spoke of his Eighth Symphony as being all but 
finished, though no trace of it was ever found), but it is a bold and wonderful 
conclusion nonetheless. 
Petrouchka, Burlesque in four scenes (1947 version) 
Igor Fedorovich Stravinsky was born at Oranienbaum, Russia, on June 17, 1882, and 
died in New York on April 6, 1971. He composed Petrouchka at Lausanne and Clarens, 
Switzerland, at Beaulieu, in the south of France, and in Rome, between August 1910 
andMay 26, 1911. The first performance was given by Diaghilev's Russian Ballet at 
the Theatre du Chatelet, Paris, on June 13, 1911. Scenario, scenery, and costumes 
were by Alexandre Benois, whose name appears on the title page as co author of these 
"scenes burlesques" and to whom the music is dedicated. The choreography was by 
Michel Fokine. Pierre Monteux conducted, and the principal roles were taken by VC' 
Nijinsky as Petrouchka, Tamara Karsavina as the Ballerina, Alexander Orlov as tli. 
Moor, and Enrico Cecchetti as the Magician. It was also Monteux who conducted 
the first concert performance, on March 1, 1914, at the Casino di Paris, with Alfredo 
Casella playing the piano solo. The score for the 1947 version calls for three flutes (third 
doubling piccolo), two oboes and English horn, three clarinets (third doubling bass 
clarinet), two bassoons and contrabassoon, four horns, three trumpets, three trombones 
and tuba, timpani, triangle, cymbal, bass drum, tambourine, side drum, tam tam, 
xylophone, celesta, harp, piano, and strings. Duration is about 34 minutes. 
In 1910 Stravinsky became the darling of Paris with a brilliant ballet, The 
Firebird, produced by Diaghilev's Russian Ballet. The impresario had risked 
failure with a young (Stravinsky turned twenty eight a week before the 
premiere) and relatively unknown composer, and he had enjoyed a resounding 
triumph. Naturally he wanted a new Stravinsky ballet for the following season, 
and he was overjoyed with the proposed scenario: an exotic picture of life 
l 
in prehistoric Russia featuring the sacrifice of a maiden, who is chosen for 
the honor of dancing herself to death for the fertility of the earth. The work 
promised wonderful richness of orchestral color and rhythmic energy, two 
features that Stravinsky had already demonstrated in abundance. 
i. the Paris season ended, the young composer went off with his family for a 
vacation in Switzerland, with every intention of composing his planned ballet. 
But his musical fantasy took him in an utterly unexpected direction. Before 
starting the ballet (which he eventually did finish as Le Sacre du printemps), he 
wanted to compose something quite different by way, almost, of recreation. 
He had in mind a little concerto like piece for piano and orchestra. His first 
image was of a romantic poet rolling two objects over the black and white keys, 
respectively, of the. piano (this image was to give rise to the complex bichord 
consisting of C major and F sharp major simultaneously arpeggiated). Later his 
image became more detailed, with the piano representing a puppet suddenly 
come to life and cavorting up and down the keyboard, metaphorically 
thumbing his nose at the orchestra, which would finally explode in 
exasperation with overwhelming trumpet blasts. "The outcome," Stravinsky 
wrote, "is a terrific noise which reaches its climax and ends in the sorrowful 
and querulous collapse of the poor puppet." 
Having finished this little piece, Stravinsky hunted for a suitable title and was 
delighted when it occurred to him to call it Fetrouchka, after a puppet character 
(roughly the Russian equivalent of Punch) popular in Russian fairs. Soon after 
Diaghilev came to visit, expecting to hear some of the new ballet. At first he 
was astonished to hear something so different from his expectations. "He was 
so much pleased with it that he would not leave it alone and began persuading 
me to develop the theme of the puppet's sufferings and make it into a whole 
ballet." 
i. ark was put on the stage with the aid of collaborators who entered 
enthusiastically into Stravinsky's vision. Choreographer Michel Fokine 
described the rehearsals as often degenerating to lessons in mathematics, since 
the dancers had difficulty with Stravinsky's irregular fast rhythms. Some of 
the orchestra players were offended at the curious sounds they were asked to 
make with their instruments. The scene changes were hampered by the fact 
that they had to be made in total darkness, and it was a noisy darkness, since 
Stravinsky had placed four drums in the prompt corner to play a continuous 
racket of sixteenth-notes to link scenes. Yet all the problems vanished in that 
most magical of balms, a successful opening night. One critic hailed the work as 
"a masterpiece, one of the most unexpected, most impulsive, most buoyant and 
lively that I know." 
Petrouchka became a banner work for the Russian Ballet, enjoying enormous 
success all over Europe and even in America, where in most cities it was the 
first work of Stravinsky's to be performed. One of the most perceptive reviews 
was a response to the first Boston performances in February 1911. H.T. Parker 
wrote in the Transcript of the "imagination in resources and in the application 
of them that makes Stravinsky such a master of rhythms and timbres as music 
even in this fortunate day hardly knows." 
Of course at the time no one could predict that Stravinsky would soon go on 
to an even more astonishing work, Le Sacre du printemps. Still, even though Le 
Sacre is universally regarded as the more important work, Petrouchka remains 
as fascinating and delightful as the early critics found it. From the opening 
measure it positively dazzles the listener with its color and energy, and it 
moves with easy assurance between the "public" world of the fairground and 
the "private" world of Petrouchka and his fellow puppets. The music is often so 
gestural that even in a concert performance, the images of the dancers are likely 
to perform in the listener's mind's eye. 
The scenario is divided into four scenes, of which the first and last take place on 
the Admiralty Square in St. Petersburg during the 1830s during the Shrove-Tide 
fair Gust before the beginning of Lent). These scenes are filled with incident and 
with elaborate overlays of musical figures representing the surge of characters 
corning and going at the fair. The second and third scenes of the ballet are 
interiors, devoted to the private emotional life of the puppet Petrouchka, who 
is in love with the ballerina, while she in turn is enchanted by the Moor. Only at 
the very end of the work do the "public" and "private" worlds-or should one 
say "reality" and "fantasy"?- become entangled with one another. 
The plot can be briefly told: the crowds at the fair are drawn to a small 
.theater, where a Showman opens the curtains to reveal three lifeless puppets, 
Petrouchka (a sad clown), the pretty but vacuous Ballerina, and the exotic but 
dangerous Moor. He charms them into life with his flute and they execute a 
dance, first jiggling on their hooks on the stage, then- to the astonishment l 
the spectators-coming down from the ·theater and dancing among the crowd. 
The second scene begins as Petrouchka is kicked or thrown into his little cell. 
He picks himself up and dances sadly, conscious of his grotesque appearance. 
He tries to fall in love with the ballerina, but when she enters, his ecstatic dance 
of joy is so uncouth that she flees. The third scene takes place in the Moor's cell. 
The ballerina captivates him, but their tryst is interrupted by the entrance of the 
jealous Petrouchka. They quarrel, and the powerful Moor throws him out. 
The final scene reverts to the main square, where the revelry has reached a 
new height. Crowds surge forward as all seek to celebrate the final evening 
before the start of Lent. Suddenly a commotion is heard in the little theater; 
Petrouchka races out, closely pursued by the Moor, who strikes him down with 
a scimitar. The crowd is stunned by this apparent murder, and the Showman 
is summoned. He, the supreme rationalist, demonstrates that the "body" 
) 
l 
J 
is nothing more than a wooden puppet stuffed with sawdust. The crowd 
disperses. As the Showman starts to drag the puppet offstage, he is startled to 
see Petrouchka's ghost on the roof of the little theater, thumbing his nose at the 
Showman and at all who have been taken in by his tricks. 
C pect of Petrouchka that we all but totally overlook today (it was much 
more apparent to a Russian audience in 1911) is its richness of musical 
quotation of extremely familiar melodies. As Simon Karlinsky noted in a 
detailed study, the street dancers, the coachmen, and the nursemaids are 
accompanied by tunes as familiar to any Russian child as "Home on the 
Range," "Three Blind Mice," and "When Irish Eyes Are Smiling" are to us. 
Within this glorious musical hodgepodge, Stravinsky embeds the traditions 
of the Russian folk fair and even older elements from the pre-literate Russian 
theater into his music. The repeated eighth-note figures in irregular 5/8 and 7/8 
rhythms represent the carnival barker; they capture the improvisatory "spiel" 
with which he tries to lure customers into the sideshows. 
The flute figure heard in the very first measure (and frequently elsewhere) has 
been identified as the street cry of the coal vendor, who shouts "Uglei! uglei!" 
("Here is charcoal!") to the populace. The score is filled with quotations from 
Russian folk music and other sources, including the waltzes of the popular 
Viennese composer Joseph Larmer, which were brand new at the date of the 
ballet's action. 
There are even rather subtle jokes, as for example the music that accompanies 
the first group of revelers after the curtain rises. This has been identified as 
a Byelorussian Easter carol, and it is played to accompany a tipsy group of 
merrymakers. This particular melody would be sung on the Monday following 
Ee· . Evidently the tipsy merrymakers are out of town visitors who are so far 
gl. merriment that they have even lost track of the fact that Easter is still 
six weeks away! 
Such varied musical elements, allied with the colorful scenery and the danced 
story, show that Stravinsky and his collaborators were interested in creating 
a Gesamtkunstwerk ("total artwork"), yet we encounter the score most often 
today in the concert hall, where the effect is almost totally musical. Here, too, 
Petrouchka is fascinating. 
The first and last tableaux, which take place in the "real" world of the fair, 
have little storytelling; instead they rely on multiplicity of incident to suggest 
the throngs and the surge of life. The orchestra is full and busy, enlivened by 
Various layers of frenzied activity. 
The two central tableaux differ strikingly in musical character. They are 
intimate, indoor scenes in the puppets' boxes. The orchestra often plays in 
smaller groupings, the music is more disjunct, with little of the folk material 
that fills the "public" sections of the score. Even the scale on which Stravinsky 
builds his melodies and harmonies is different. Here he exploits what them· · 
call the "octatonic" scale, a pattern especially favored by Stravinsky and SOL 
other Russian composers of the time; it is a series of eight pitches alternating 
half steps and whole steps within the octave. Thus, even in concert, the shape 
and character of the story are projected in Stravinsky's score. 
We know that Petrouchka was first conceived as a brief concerto-like piece for 
piano and orchestra. The first music that Stravinsky wrote corresponds to the 
Russian Dance at the end of the first tableau and the bulk of the second tableau, 
in which the piano plays a central role. But once he had embarked on the full 
scale ballet, Stravinsky rather surprisingly forgot his musical protagonist, 
and the piano scarcely appears again, even when Petrouchka is supposed to 
be onstage. When he re-scored the work in 1946-47, Stravinsky corrected this 
oversight to some extent, and gave the piano considerably more to play. It is 
usually claimed that Stravinsky's sole motivation for the revised orchestration 
was to enable him to copyright the work again, so that he could collect 
performance royalties. 
While the financial consideration certainly played a role in Stravinsky's 
thinking, Robert Craft notes, in an appendix to the first volume of Stravinsky 
correspondence, that many of the changes had been marked by Stravinsky 
years earlier as improvements that he desired after the experience of hearing 
Petrouchka frequen~ly in performance. In addition to increasing the piano part, 
the revision was also designed to correct many mistakes that had not been 
caught in the original edition and incorporate second thoughts to improve the 
projection of musical lines. Generating income from performance fees was -
happy by product. 
-Steven Ledbetter 
Sunday, November 21, 7:30pm 
: -~~oston University Symphony Orchestra 
A Centennial Tribute to Roman Totenberg 
David Hoose, conductor 
Peter Zazofsky, violin 
Bartok: Violin Concerto No. 2 
Beethoven: Overture to The Creatures of Prometheus 
Elgar: Symphony No. 1 in A -flat 
Symphony Hall 
301 Massachusetts Avenue, Boston 
Ralph Vaughan Williams Season 
Ralph Vaughan Williams 
David Hoose, Music Director 
October 3, 2:30 pm- Longy School of Music 
Cantata Singers Chamber Series presents 
Vocal Chamber Music of Vaughan Williams and Friends 
November S and 6, 8:00 pm- Jordan Hall 
Vaughan Williams: Flos campi, with William Frampton, viola 
Vaughan Williams: Oboe Concerto, with Peggy Pearson, oboe 
Wyner: Give Thanhs for All Things 
(World Premiere of CS Commission) 
additional works by Imbrie · Fine 
January 14, 8:00 pm- Jordan Hall 
Vaughan Williams: Riders to the Sea, one-act opera (semi-staged) 
Vaughan Williams: Three Shakespeare Songs 
Vaughan Williams: Loch Lomond 
additional works by Elgar · Holst · Finzi 
March 18, 8:00 pm and March 20, 3:00 pm- Jordan Hall 
J.S. Bach: Mass in B Minor 
May 13, 8:00 pm - First Church Cambridge 
Vaughan Williams: Mass in G Minar 
additional works by Bernstein - Ives - Howells 
For more information call 617-868-5885 or visit www.cantatasingers.org 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Saturday, October 30, 8:00pm Fringe Festival: Bowles Centennial Celebra~on 
Paul Bowles, com1 
Jane Bowles, playwn 
Allison Voth and Jim Petosa, artistic directors 
BUTheatre 
Monday, November 1, 8:00pm Faculty Recital Series 
Wednesday, November 3, 8:00pm 
Friday, November 5, 8:00pm 
Saturday, November 6, 3:00pm 
Aldo Abreu, recorder 
Tsai Perfonnance Center 
ALEA III: Gyorgy Ligeti, 
An International Master 
Michalis Economou, conductor 
Tsai Perfonnance Center 
Student Composers' Concert 
Martin Amlin, director 
Concert Hall 
Boston University Choral Ensemble 
Ann Howard Jones, Jennifer, and 
Emily Howe, conductors 
Marsh Chapel 
Tuesday, November 9, 8:00pm Guest Orchestra Concert: 
Leipzig Philharmonic 
Michael Koehler, conductor 
Stefano Micelli, Dizhou Zhao, and Sofya Gulyak, piano 
Friday, November 12, 8:00pm 
Sunday, November 21, 8:00pm 
Tsai Perfonnance C r 
Boston University Percussion Ensemble 
Samuel Solomon, director 
Concert Hall 
Boston University Symphony Orchestra 
A Centennial Tribute to Roman Totenberg 
David Hoose, conductor 
Peter Zazofsky, violin 
Bartok Violin Concerto No. 2 
Elgar Symphony No. 1 in A-flat 
Symphony Hall 
BU Theatre, 264 Huntington Avenue 
Concert Hall, 855 Commonwealth Avenue 
Marsh Chapel, 735 Commonwealth Avenue 
Symphony Hall, 301 Massachusetts Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
Violin I 
Hyun Ji Kim, concertmaster 
AJ andra Labinska 
li ngLee 
Sa, Atwood 
EunGeeAhn 
Kay Rooney 
Emily Stewart 
Tudor Domescu, 
Daniel Faris 
Emily Chao 
Ashlyn Olson 
Heather Braun 
Brianna Fischler 
MinJungNoh 
Emma Gifford 
Violin II 
Hyunah Chang, principal 
Rachel Saul 
Oksana Gorokhovskiy 
Katherine Koch 
JiyeonHan 
Kate Outterbridge 
Michael Hustedde 
Lisa Park 
George Millsap 
Yuiko Nakano 
Yu-WenChen 
HannahChoi 
JiHyeKim 
Grace Rhee 
Nicole DiBlasi 
NaraeHan 
Sarah Leonard 
r 
v. 
Laura Manko, principal 
Ying-Chen Tu 
Michelle Rahn 
EstherNahm 
DahmHuh 
Anna Griffis 
Evan Perry 
Farrah O'Shea 
HyeminChoi 
Kaitlyn Springer 
AndrewSalo 
Cello 
Gracie Keith, principal 
Stephen Marotto 
Eric Alterman 
Eric Adamshick 
Brian Howard 
Cora Swenson 
Hyun-Ji Kwon 
HyunMin Lee 
Robert Mayes 
Seth MacLeod· 
David Cruz 
Kendall Ramseur 
Natalie Raney 
Christopher White 
Bass 
Nathaniel Martin, principal 
Brandon Mason 
Adam Davis 
Bebo Shiu 
Nicholas Schwartz 
Alexander Edelmann 
Yi-JungSu 
Flute 
Ted Anton 
Nikoma Baccus 
Annie Elmer * 
Kristyn Morey+ 
Caitlyn Perry 
Liz Trinidad 
Oboe 
Benjamin Fox 
Marizabel Lebron 
Rui Liu + 
Nathan Swain * 
Clarinet 
Kaitlin Pucci*+ 
Christian Teiber 
Thomas Weston 
Bassoon 
Devon Nelson 
Rachel J uszczak 
Tzu-I Lee 
Jensen Ling+ 
Rachael Stachowiak * 
Hom 
Janie Berg* 
Laura Carter + 
Daniel Doyle 
Molly Flanagan 
Young Kim 
Melissa Lund 
Kristen Sienkiewicz 
Trumpet 
David Baroody 
Christopher Belluscio 
Richard Neckermann + 
Peter Nelson-King 
RyanNoe* 
Andrew Stetson 
Trombone 
K.C. Collins+ 
Travis Dobson 
Matthew Wan 
Martin Wittenberg * 
Matthew Visconti 
Tuba 
Justin Worley+ 
Piano 
Maja Tremiszewska + 
Celeste 
WeiXie 
H<!-rp 
Greta Asgeirsson 
Tomina Parvanova + 
Timpani 
Kirk Etheridge + 
Michael Roberts * 
Percussion 
Kyle Brightwell+ 
Michael Roberts 
Miles Salemi 
* Denotes principal on Sibelius 
+ Denotes principal on 
Stravinsky 
Personnel Managers 
Nikoma Baccus 
Konstantin Dobroykov 
BeboShiu 
FRIENDS OF THE COLLEGE OF FINE ARTS 
We are grateful to our community of alumni, faculhj, families, and friends who believe in the importance of 
supporting gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to 
the College of Fine Arts fund important capital initiatives, scholarships, educational outreach, performances, 
and exhibitions, all of which directly benefit the talented young artists of Boston UniversihJ 
For more information about how you can join our growing list of supporters, please contact us at 617-353-:x:J'M 
or make a donation online at www.bu.edu/cfalalumnilgiving-back. We would love to welcome you into our 
donor community! 
We thank the following donors for their generous support during the 2009-2010 fiscal year•: 
100,000 to $200.000 
SungEun Han-Andersen 
$25,000 to $99,999 
The Estate of Peter Donnelly 
Bobbi Hamill 
The Estate of 
James Nelson Humphrey 
Andrew Lack 
Stewart F. Lane and Bonnie Comley 
Mary Ann Milano 
2009 Revocable Trust 
Mary Ann Milano-Picardi 
Neil and Jane Pappalardo 
Dr . .John Silber 
James H. Stone 
The Estate of 
A. Theodore Tellstrom 
Virginia E. Withey 
$10,000 to $24,999 
. John and Harriet Carey 
Ann and Gordon Getty Foundation 
Greek Composers' Union 
The Avedis Zildjian Company, Inc. 
$5,000 to $9,999 
Michael Chik1is 
Oovelly Charitable Trust 
Chester and Joy Douglass 
The Florence J. Gould Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony 
Association 
Ernst and Gail von Metzsch 
Francis Williams 
$1,000 to $4,999 
Jason Alexander 
Cathy Altholz 
The ASCAP Foundation 
Richard Balsam 
Cathy Barbash 
Bette Davis Foundation, Inc. 
Linda Cabot Black 
Bose Foundation, Inc. 
Fred Bronstein 
Richard D. Carmel 
Charitable Remainder Trust 
Judith and Stewart Colton 
Saul and Naomi Cohen 
Frank D' Accone 
Margaret May Damen 
Teresa Del Piero 
Robert K. and Alberta J. Dodson 
William Earle 
Jimmie Jackson 
Chiyomi Kanazawa 
Ellen Kazis-Walker 
Saran Kraichoke 
Richard Lenz 
Beth Marcus 
Marian Morash 
Charla and Larance Morgan 
ThomasMunn 
Mia Oberlink 
Richard Ekdahl 
Marie Falabella 
Thomas C. Farrell 
Judith Flynn 
Steven Friedlander 
Michael Goldenberg 
Richard and Susan Grausman 
Lady Mercia M. Harrison 
Phyllis and Robert Hoffman 
Lindsey V. Humes 
Dmitri and Elena llyin 
Ann Howard and Larry G. Jones 
Tom F. and Irene Gesiak Kelley 
David Kneuss 
Robert Krivi 
The Reverend Dr. Joan B. Malick 
Rita Mehos 
Andrea Okamura 
F. Taylor Pape 
The Presser Foundation 
Sandra Lee Rowsell 
Kenneth D. Rudnick 
Madeleine Schulman 
Amy Abrich Shemin 
Nina Tassler 
Robert Thoburn 
Gael Towey 
The Ushers & Programmers Fund 
in honor of Robert and 
Dorothy Dandridge 
LuoYan 
Moshen Darius and 
Shu Bing Yaraghi 
$500 to $999 
Apostolos Aliapoulios 
Amy Lynn Barber 
Salvatore Cania, Jr. and Lisa Cania 
Beth Chen 
Terrence and Patricia Connell 
Roger Davidson 
Edna Davis 
Emily Deschanel 
Ann B. Dickson 
Keith Druhl 
Debra Dian Faust 
David Feigenbaum and 
Maureen Meister 
Wilbur and Lorraine Fullbright 
Frank Ginsberg 
Gudjonson Hermannsson 
Richard and Marilyn Hobbs 
Colonel Capers A. Holmes, 
USAF(Rel) 
Joan Horton 
Bernard Schwartz 
Roberta Steiner 
Mr. and Mrs. Mose W. Stuart III 
Patrick Szymanski and 
Margery Lieber 
Richard VanDeusen 
Ellen Yates 
Linda Neil Yee 
Kalman Zabarsky and 
Kerry Loughman 
*This list reflects donations made between july 1, 2009 and June 30, 2010. For a complete list of all CFA donors visit 
www.bu.edu/cfalahmznilgiving-back. If your name has been omitted from this list, please contact us so that we can correct our 
records. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS 
Steven Ansell viola • 
Edwin Barker double bass• 
Cat Basrak viola 
l Ltang violiu 
n ona pedagogy 
Jules Eskin cello 
Carolyn Davis Fryer double 
bass 
Edward Gazouleas viola 
Raphael Hillyer viola 
Marc johnson cello 
Bayla Keyes violin "' 
Michelle LaCourse viola • 
Katie Lansdale violin 
Benjamin Levy double bass 
Luda Lin violin * 
Malcolm Lowe violi11 
Dana Mazurkevich violin 
Yuri Mazurkevich violin "' 
Ikuko Mizuno violi11 
John Muratore guitar 
George Neikrug cello++ 
james Orleans double bass 
Leslie Parnas cello 
Ann Hobson Pilot harp 
Barbara Poeschl-Edrich harp 
Michael Reynolds cello • 
Rhonda Rider cello 
Todd Seeber double bass 
Roman Totenberg violin ++ 
Michael Zaretsky viola 
Peter Zazofsky violi11 • 
jessica Zhou harp 
WOODWINDS, BRASS, and 
PERCUSSION 
Laura Ahlbeck oboe 
Ken Amis tuba 
jennifer Bill saxopho11e 
Peter Chapman trumpet 
Geralyn Coticone flute 
Doriot Dwyer flute 
Terry Everson trumpet • 
)op· · o oboe 
Ti Genis percussion 
laJ., tzer clarinet 
Ronald Haroutounian bassoon 
John Heiss flute 
Gregg Henegar bassoo11 
Renee Krirnsier flute 
Gabriel Langfur bass trombo11e 
Don Lucas trombone "" 
Richard Menaullwm 
Suzanne Nelsen bassoon 
Craig Nordstrom, clarinet 
Toby Oft trombo11e 
Elizabeth Ostlingflute 
Ken Radnofsky saxopho11e 
Richard Ranti bassoo11 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero 
bassoon 
Eric Ruske hom "" 
Robert Sheena 
E>~glis/1 lwm 
Ethan Sloane clariHet * 
Jason Snider lwrn 
Samuel Solomon 
percussion 
James Sommerville hom 
Linda Toote flute • 
Lee Vinson percussion 
PIANO 
Anthony di Bonaventura * 
Maria Clodes-Jaguaribe • 
Gila Goldstein 
Linda jiorle-Nagy 
Boaz Sharon • 
COLLABORATIVE PIANO 
Shiela Kibbe • 
Robert Merfeld 
ORGAN 
Nancy Granert 
Peter Sykes • 
VOICE 
Michelle Alexander • 
Sarah Arneson "' 
Penelope Bitzas • 
Sharon Daniels "' 
James Demler "' 
Gary Durham 
Phyllis Hoffman • 
Frank Kelley 
Matthew Larson 
Susan Ormont 
Bonnie Pomfret, 
Jerrold Pope • 
Andrea Southwick 
Maria Spacagna 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
). Casey Soward, Mar1ager of Productio11 a11d Performa>~ce 
Michael Culler, Head Recording E>~gi>~eer 
Diane McLean, Stage Ma11ager 
Shane McMahon, Recordi11g Engineer 
Ephraim Eric Roberson, Scheduli11g and Programs Coordilllltor 
Kris Sessa, Librarian 
Martin Snow, Keyboard Technician and Restoration 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fi11e Arts 
Robert K. Dodson, Director, School of Music 
Jim Petosa, Director, School of Tl~eatre 
Lynne Allen, Director, Sc/wol of VISual Arts 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison 
cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell/ute 
Martin Pearlman 
Baroque ensembles ,.. 
Robinson Pyle 
natural trmupet 
Marc Schachman 
Baroque oboe 
jane Starkman 
Baroque violin, viola 
Peter Sykes l1nrpsiclwrd • 
MUSICOLOGY 
Victor Coelho* 
Steven Cornelius ,.. 
Sean Gallagher 
Brita Heimarck "' 
Ami Heimir lngolfss9n 
Thomas Peattie,.. 
Joshua Rifkin • 
Andrew Shenton• 
jacquelyn Sholes 
Jeremy Yudkin • 
COMPOSITION 
AND THEORY 
Brett Abigana 
Vartan Aghababian 
Martin Amlin • 
Deborah Burton • 
Justin Casinghino 
Richard Cornell • 
Joshua Fineberg • 
Samuel Headrick • 
DavidKopp • 
Mary Montgomery Koppel 
Rodney Lister • 
Ketty Nez • 
john Wallace • 
Steven Weigt • 
SCHOOL OF MUSIC 
MUSIC EDUCATION 
Richard Sunbury • 
Bernadette Colley 
Susan Conkling • 
Diana Dansereau "' 
Andre de Quadros • 
jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
RonKos* 
Warren Levenson 
Roger Mantie,.. 
Sandra Nicolucci * 
Evan Sanders 
CONE>UCTIN'G 
David Hoose * 
Ann Howard Jones • 
Scott Allen Jarrett 
David Martins 
John Page 
OPERA INSTITUTE 
Helena Binder 
judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels • 
Melinda Sullivan-Friedman 
Frank Kelley 
Angie Jepsen 
William Lumpkin • 
Adam Mclean 
Jim Petosa 
Betsy Polatin 
Christien Po los 
jeffrey Stevens • 
Nathan Troup 
Allison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Eve Budnick 
Matthew Larson 
Phillip Oliver 
Lorena Tecu 
Noriko Yasuda 
Molly Wood 
Department Chairs 
represented in bold 
• full-time faculty 
++Emeritus 
Richard Cornell, Associate Director 
Phyllis Hoffman, Director, Applied Studies a11d PerfomJallce 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling, Music Educatio11 
Richard Cornell, Music Studies 
Phyllis Hoffman, Applied Studies a11d Perfonnance 
Ann Howard jones, Ensembles 
College of Fine Arts www.bu.edu/cfa 
